Introduction
This contribution was conceived and developed from an encounter with a section of the pictorial programme of Yulin Cave 3.1 More specifically, it focuses on the programme of the diptych at the left and right sides of the entrance of the famous Cave 3 at Yulin (榆林) in the Hexi (河西) region. Produced during the Tangut Empire (ca. 1038-1227, in Chinese sources, known as Xixia 西夏),2 it represents as its main subjects, the Bodhisattvas Samantabhadra on the left and Mañjuśrī on the right side, who are both directed at the door and thus facing each other (figs. 9.1 and 9.2).3 Unlike the clearly recognisable main figures of the two paintings, the iconographical function of the various smaller central and peripheral elements does not seem to be completely coherent and conclusive. The paintings obviously do not refer to one single narrative programme, such as a major sūtra or legend, but seem to exist as a whole and particularly with all its peripheral details-some of which I will address and discuss herea patchwork of different themes and topics added to the two central bodhisattvas, the meaningfulness of which the artist(s) probably was convinced when putting them together. Very possibly, the motifs, while originally coming from different sources, places and regions, were brought together in a local narrative context. When presenting my observations here-not as an art historian but as a textual scholar-I see my role as adding some comments on possible ways of interpreting some features of the paintings rather than explaining the full iconographic programme of the two, given my restricted knowledge of the period and discipline.
I think that the pictorial content of the diptych, although not yet fully understood, represents all aspects of the title of the conference and the present volume: 1.
there clearly is sacred space; 2. there is pilgrimage in the form of the two peripheral figures Xuanzang (600/602-664, 玄奘) and Sudhana, discussed in my comments; and 3. there is patronage and legitimation through a newly invented or, rather, newly combined narrative (or narratives) around the establishment of sacred space of the Northern Mt. Wutai (Chin. Wutai shan 五台山) of the Tangut Empire.4
Tripiṭaka-Xuanzang and a Proto-Xiyou ji
As a student of Buddhist textual and narrative traditions, I would like to add some rather spontaneous thoughts on the peripheral elements, which may help the art historian to contextualise the paintings in a new way. I will first focus on two rather peripheral scenes or figures and their possible meaning and function: Xuanzang, or Sanzang (三藏), i.e. Tripiṭaka (as he is addressed in the respective texts), in the left upper part, and the figure identified as Sudhana in the right lower part of the Samantabhadra painting (figs. 9.3 and 9.4). In the more general context of both paintings, it seems possible that Xuanzang and Sudhana are featured in the diptych because they are, from a Sinitic Buddhist point of view, the ideal or idealised travellers or pilgrims; but it is as yet unknown why and in what function they may have been inserted into the composition. I will start with the small group of Xuanzang, the monkey and the horse ( fig.  9 .3). In its iconographic composition, the group clearly reflects a developmental phase of the Xuanzang legend which was finally codified and popularised in the novel Xiyou ji 西遊記 [Record of the Journey to the West],5 composed during the Ming Dynasty (1368-1644, 明) and attributed to Wu Cheng'en (ca. 1500-1582, 吳承恩). It clearly reflects the stage that the legend had reached at the time of the Song Dynasty (960-1279, 宋), from which it must have been transferred to a Tangut context. The existence of a still nameless proto-Sun Wukong (孫悟空), referred to as monkey-traveller (Chin. hou xingzhe 猴行者) (and the horse loaded with the sacred scriptures), is clearly indicated in the earliest sources of the story as, for example, the so-called In those texts, a certain focus lies on Xuanzang's and monkey's return, and this seems to be the scene depicted in the diptych. In chapter fifteen of the 6 I am using the electronic version of the text available at <https://zh.wikisource.org/zhhant/大唐三藏取經詩話>. Having clarified the context from which the small group of Xuanzang, the monkey and the horse originated, the connection with Samantabhadra and Mañjuśrī is still unclear. Dorothy Wong has tried to interpret the painting in connection with the Gaṇḍavyūhasūtra and supposes that "Xuanzang has assumed the role of the prototypical pilgrim Sudhana in his ultimate meeting with Samantabhadra."10 Besides the fact that there is no textual evidence of such a connection, this is internally contradicted by the presence of Sudhana in the painting, which obviously has escaped Wong's attention.
As it is a Song-period legend of Xuanzang and his monkey companion which is reflected in their appearance in the painting, it seems to be plausible to look for a connection between the bodhisattva(s) and the two pilgrims in this very narrative tradition and the two paintings. Unfortunately, neither Samantabhadra nor Mañjuśrī appear in the extant Song story, the Story of the Matter of Tripiṭaka Fetching the sūtras from the Great Tang.
However, the fact that the monk and the monkey in the painting are venerating at least one of the two bodhisattvas (i.e. Samantabhadra)-who always appear as a pair in the extant Ming Dynasty Record of the Journey to the Westseems to point to a version of the narrative in which Xuanzang and his accompanying monkey already had a connection with the bodhisattvas. In the extant Record of the Journey to the West, this connection is particularly the sub-narrative of chapter 77, Qunma qi benxin yiti bai zhenru 群魔欺本性 一體拜真如 [The Crowd of Demons Deceive the Fundamental Nature-One Body Pays Reverence to the True Nature]. Previously Xuanzang-Tang seng (唐僧)-and his companions have been captured by three demons: two of them Mañjuśri's and Samantabhadra's transformed vehicles, the elephant Xiangwang (象王) or Baixiang (白象) and the lion Shiwang (獅王) or Qingshi (青獅). When the monkey Sun Wukong is not able to free them, he travels through the air to India (Chin. Tianzhu 天竺), to Mt. Gṛdhrakūṭa (Chin. Jiufeng shan 鷲峰山), to ask the tathāgata (Chin. rulai 如來) for help. The tathāgata summons his 9
On the link between the Prajñāpāramitāhṛdayasūtra and Xuanzang in Buddhist art, see Wong, "The Making of a Saint," 63 and fig. 8 and all together they fly to the place where the monk and his companions are captured, subdue the demons-Mañjuśrī's and Samantabhadra's own ani-mals11-and free the monk and his companions. It seems to me that a prototype12 of this very sub-episode in the Record of the Journey to the West from the Song period may be the underlying motif for Xuanzang's and the monkey's presence in the compositional framework, obviously already known to the Tanguts.13 I would suggest the following inter pretationadmittedly hypothetical because it is not found in any textual version-: the scene in the painting represents Xuanzang and the monkey on their way back from India when they pay respect to the two bodhisattvas because they previously had helped rescue them from being killed by the animals turned into demons.
To be sure, this interpretation does not necessarily invalidate Michelle McCoy's statement that Xuanzang appears here to 'authenticate' the scenery. She may draw her authority from two different contexts: one as the 'connoisseur' of Buddhist sacred landscape beyond the Sinitic sphere-as a traveller or pilgrim, as it were-and another one, more specific, from the emerging legendary narrative finally developing into the Record of the Journey to the West as it was brought in literary form in the Ming Dynasty. Although it is not surprising in the context of medieval Buddhist art that Samantabhadra and Mañjuśrī are paired together, the periphery of the Mañjuśrī painting raises interesting interpretational questions. At the conference, Michelle McCoy rightfully pointed out the specific feature of water landscape, particularly the dramatic streaming or pouring down of water from a cleft in the mountains in the Mañjuśrī painting ( fig. 9 .5). She linked this motif to water control and suggested that it reflects elements from the post-Tang Dynasty (618-907, 唐) foundation legend from Khotan, according to which Vaiśravana and Śāriputra drained a primordial lake by cutting its shore.18 The links to this narrative in the painting-apart from the king of Khotan standing or walking in front of Mañjuśrī19-seem to be the monk with a bodhisattva's staff (Skt. kakkhara) in front of Mañjuśrī (Śāriputra) and the armoured deity behind the bodhisattva (Vaiśravaṇa)20 ( fig. 9 .6). However, there is no indication that the water scenery is directly influenced by the Khotanese story in which no connection with Mañjuśrī is found. While Mañjuśrī and the Khotanese king are a relatively well-established iconographic element in Dunhuang from the 10th century onwards, a direct link with the drainage motif is missing. 9 .5). All of these features do not really fit the Khotanese narrative but, rather, the Nepalese legend.
While it is obvious that the extant Nepalese legend itself has been influenced by the Chinese idea that Mañjuśrī is residing on the Five-Peak-Mountain, Mt. Wutai (Skt. Pañcaśikhaparvata),24 the extant Mt. Wutai legends from China do not contain any element regulating or controlling water except the constant emphasis of Mañjuśrī's role as the poisonous nāgas (Chin. dulong 毒龍).25 Thus, however this may be explained historically, the diptych's focus on water and its flow-if it has anything to do with the two major bodhisattva figures and if it is more than a pure water landscape-is clearly influenced by a story similar to the Nepalese one (and maybe others, some of which are unknown). It is only in the Nepalese narrative that Mañjuśrī acts as a central figure. One possibility is, of course, that the painter(s) combined the well-known combination of the Khotanese king and Mañjuśrī with the other famous Khotanese motif, the drainage of the primordial lake through Śāriputra and Vaiśravaṇa. What is missing, however, is the link with Mt. Wutai, Mañjuśrī's residence in China.
There is another point that makes such a connection between the painting and the Nepalese legend (or a similar one) even more likely-the presence of both Mt. Wutai (Skt. Pañcaśikhaparvata) and Mt. Gośirṣa, Oxhead Mountain (Chin. Niutou shan 牛頭山, Skt. Gośīrṣaparvata), respectively Mt. Gośṛṅga, Oxhorn Mountain (Chin. Niujiao shan 牛角山, Skt. Gośṛṅgaparvata), is only explainable in the wider Trans-Himalayan context of the ubiquitous mythological narrative of the foundation of the country through the drainage of a 24 Deeg, Miscellanae Nepalicae, 178. 25
Ibid., 181. primordial lake which is therefore neither flooding nor damming. It is the Nepalese story's link to Mt. Wutai which makes the link most plausible. The Khotanese nomenclature of the Oxhorn and Oxhead Mountain clearly is influenced by the Gośṛṅga (Oxhorn) or Gopucchaparvata (Oxtail Mountain) in the Nepalese story; but Mt. Wutai is not playing any role in this story. It then may have been the common motif of the drainage of the primordial lake which prompted the artist(s) to make a connection-almost intuitively-between the Khotanese and the Nepalese narratives of draining a primordial lake. Furthermore, the fact that the Oxhead Mountain playing such an important role in the Khotanese narrative is also found in the Chinese Avataṃsaka tradi-tion26 may explain the combination of Mañjuśrī and Samantabhadra in the diptych, the two bodhisattvas who figure so prominently as a complementary pair in the Avataṃsakasūtra. The mountain may be the logical narrative link to the drainage motif in the Mañjuśrī painting. Historically, a Nepalese-Tangut connection, maybe through Tibet,27 cannot be excluded as the origin of the particular iconography in Yulin Cave 3. The artist(s), in this case, would have woven together many different strands of legends and motifs into the incredibly dense patchwork of elements and motifs in the diptych.
Conclusion
In light of the wider artistic programme of the cave, I am tempted to speculate about the position and function of the diptych to the left and right of the entrance as a passage through the mountainous areas into, or from, the more central Buddha realm inside the cave, represented by the programmes of the other paintings in the same cave; for example, scenes from the life of the Buddha, from the Vimalakīrtisūtra, the Pure Land of the Buddha Amitāyus. Traveling in and access to a sacred space, an imagined and idealised 'India' of the Buddha and Vimalakīrti or Buddha land, could well be represented by the two paintings at the side of the entrance to the cave-the peripheral figures of Xuanzang and Sudhana only underlining and making recognisable this very idea. If the diptych really is the result of an amalgamation process of motifs and narrative elements from such different periods and regions as my suggested interpretation implies, then it obviously represents very well the Buddhist nodes thematically framing the topic of the present volume, which allowed new Buddhist clientele-the Tangut patrons-to reformulate successfully already existing concepts, elements and narratives from different but still entangled regions for the sake of creating their own form of Buddhist identity.
